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»Everyone is a Designer« 
»Design is not the product of an intelligentsia.« 


»itis everybody's business, and whenever design loses contact 
with the public, it is on the losing end. [...] 

When say that design is everybody's business, I don't mean that 
design is a do-it-yourself job. I mean that it affects everybody, at all 
times, in out lives.« 


neral manual for upcoming designers, the NN NS NS 
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3 French architect PAUL JAQUES GRILLO [1908-1990] structured ` tere AE We reader and opens a HCV AG MÅKE مه‎ 

3 his approach on Design. This idea arose relying on his lecture ISS ESS Si NNN ans maos TANG ADORO IN UNS SAO 

£ on Theory of Design at an American University for architectural San Sees NO عم‎ a ÖS SS anda ده نع‎ wiin a ua 
students. As for Grillo there was a lack of tangible and NWa NS WS SNS SO taksi @NÛNS GARSAS. 
summarised knowledge in the field of design which he tried to 
overcome. 


In his book WHAT IS DESIGN? he introduces his major aspects: 
Archetypes 

[as the essential element of design], 
Proportion 

[and its good or bad utilisation] and 
Composition 

[in a comic law relying on the intuitive decision of a designer]. 
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Victor Papanek 


World 


the 
Victor Papanek 


Thames & Hudson 


World 


Victor Papanek 


Thames & Hudson 


Unspecific design kind-of-panism. Perfect. 


Actually, what was Papanek thinking? Using the word “designer” sounds too much like the profession of the designer. He should have spoken in broader terms. The more the merrier. Let's say “Allhumans design 


Isn't “all humans” kind of a tautology? Cut the “All”. 


“Humans design. A lot of what we dois design, and design contributes to a lot of what we do.” 


Inspired by the cover design by Michael Bierut and Sachi Chandiramani, a politically correct and equivocal re-writing of this 
Victor Papanek quote from his seminal book ‘Design for the real world’: 


“All men are designers. All that we do, almost all the time, is design, for design is basic to all human activity.” 
Design for the real world was first published in 1971 and then again in 1985 and once more in 2019 after Papanek's death in 1998. Let's change “men” to “humans” in the 
name of gender equality standards of 2022. 
“Allhumans are designers. All that we do, almost all the time, is design, for design is basic to all human activity.” 
Papanek contradictions himself here. He says that all that we do is design but he introduces doubt about whether it is design all the time. Does this mean that in fact not everything 
we do is design? Let's change “All that we do, almost all the time” to “A lot of what we do”. That feels nicer. 
“All humans are designers. A lot of what we do is design, for design is basic to all human activity” 
Design is basic or fundamental to all human activity and this appears to be true when it is viewed as a problem-solving, ordering and form-giving skills or as “planning and patterning” as Pa- 
panek put it. But Papanek is not saying that all human activity is design. Just like knowing english grammar is basic to a writing an english-language book, we don't say that every english-lan- 
guage book is an excercise in english grammar. Let's just say that “design contributes.” No one from the other modes of human activity can be insulted if we write it this way. 


“All humans are designers. A lot of what we do is design, and design contributes to all human activity” 


All human activity? Surely love and sex and carnal activites are not contributed to by design. Better to say again that it contributes to “a lot”. It feels a little less deterministic, no? 


“Allhumans are designers. A lot of what we do is design, and design contributes to a lot of human activity.” 


This is a lot of “a lot”s. But a lot is not all. So if there are activities out there that might have nothing to do with design, not everyone is a designer, right? In this scenario I'd prefer to say that not every one is an 
active designer. We all “are capable of being” designers. Yes, that's a little softer. 


“Allhumans are capable of being designers. A lot of what we do is design, and design contributes to a lot of human activity.” 


“All humans design. A lot of what we do is design, and design contributes to a lot of human activity.” 


Let's homgenise and harmonise. What is “human activity" if not “what we do”. 


“Allhumans design. A lot of what we do is design, and design contributes to a lot of what we do.” 


Thames & Hudson 
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1994 


In Memoriam 


Carl Mitcham 


CONTRA THE WIDELY PROMOTED BELIEF THAT DESIGN 
IS SOMETHING ALL HUMAN BEINGS DO And HAVE DONE 
THROVGHOUT HISTORY, BUT NOW Muir DO MORE Duo SLY 
AND THOVROUGHLY THAN EVER BEFORE, DESIGN IS SOMETHING 


eme BEI NNINGS 
MODERNITY, AND IT WILL 
TH THE MODERN 
NOT So MUCH 


THAT HAS HAD A HISTORY. ITS 
CAN RE TRACED TO ME RISE OF 
ALMOST CERTAINLY come To AN END WI 
PROJECT. INDEED, We HAVE AN OBLIGATION 


+0 PROMOTE DESIGNING AS TO LEARN TO UWE Without Ir 
RENTEN M / 
TD RESIST ITS SEdUCmONS, AND TO TURN AWAY FROM ID 


PERVASIVE AND CORRUPTING INFLUENCE. 
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Anne-Marie Willis 


How do we define design? 


an jt be defined? . ۱ 
kan H e denies in a sense that fits the terms complexity? 


H hould the understanding of this term be? 
How Broad could the understanding or thie term be? 


Commonly spoken: the difference between design and art lies in its function. 


Does design simply mean maki thing? 
If design simply Indans ma Ing something, © 


one could say we are all designers. 


Does design simply mean creating something? 
If design simply Indans creating something, 9 


one could say we are all designers. 


aa 


one could say we are all designers. 


Design in a common sense is always related to visual outcome. 


Or tangible i SOM way’ visible? 
Are our t oughts designed? 


Does design simply mean to be? 


Heidegger states 


Being is always. relational. One cannot be without being in th Id. 
Does simply Being In the world also Dans (e E 


Fry 5 design asa meta- category consisting of three elements 
design object, design process, design agency. 


It can be 


a futuring activi tendi ibilities f ing of lif 
aan bing ending esses for a prospering of ite 


Design in a traditional way seems to be linear: 
Design In an ontological way is seen as circular. 


ee ndi forming us just like we are forming our şurrounding? 
Are we shape by objects as much as objects are shaped by us? 2 


Willis states 

Designing is fundamental to being human. 

Bu design fun amen E 22 "beings? . 
By designing tools, we design possible wäys of being. 


Regarding Frys statement 


what is the difference between designing and creating? 


Is there one? 27 
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STOP DANCING AROUND THE PROBLEM; CHALLENG Rz Aw 


the well-known design pioneer 


THE EUROCENTRIC VIEW OF DESIGN; GO TO THE + esas musa 

PERIPHERY: DECOLONIZE: EMANCIPATE: ACCEP BÊ a A Sg 

(Chap ter 9, p. 87). Why emancipative, xam e asks? Because humanism 

WE ARE CULTURAETEY-HYBBID:-—- 
the majority of the population of this planet" (Chapter 9, p. 87). 


to change that. Papanek's appropr 
by the tin can radio that is able 
project famously commissioned to 
developing poor countries) seems 
see more nuances and — po 


ils. As Bonsiepe added in his 1992 essay, "The peripheral world, however 
'grated it may be in the world economy, will only have a future to the 
ent that it makes design a social practice" (Chapter 1, p. 13). 


"DESIGN IS NOT Agi -VING INDI 
DESIGN IS POL HI EATISAB OT BA 


why t ese countries have not, so far 


GLO BAL FUTU RE: unfolds. Only through design is it possible to appropriate the 
'9(Chapter 1, p. 13). This tension is thus greatly a matter to how a 
discourse over design is produced, maintained, and eventually challenged. 


j “erg: 


CCESSiIscourse, as th 
tivity is in determ 

X EE ED. with design's i 
includes a component of hope—a 
ofthe society we want to live in" | 


In his Milan 
characterizes the 
why these county 
design unfolds. 
future" (Chapter 
discourse over de 


technical ethos. Based on his experience in ulm, which he presents and 
discusses in Part I, the design pedagogy he lays out proposes a curriculum 
based on a unique kind of transdisciplinary on which design is at the center, 
as a stand-alone discipline independent from the fine arts, and intersects 
with other disciplines in its own terms, especially science, but also coupling 
with economics and dialoguing with (political) philosophy, especially the 
Frankfurt School. 


Pursuing a radical cosmopolitanism is, instead of performing some " 1 
nostalgic version of modernity, the best way to honor the ethos and legacy of be /* | | | 
the HfG Ulm (and, also, of the Bauhaus). This entails making design political. 2 4 ' i 

^um m“ — 


Was | 
HUMANIZE DESIGN: DESIGN HUMAN SY 


sculptors in a guest for originality. The “Anthropophagic Manifesto” that 
emerges in the same era proposes cultural hybridization, or the 
“anthropophagy” as a metaphor to define a cultural practice of eating up or 
absorbing the ideas and ways of other groups and origins and making them 


emergent decolonizing design movement. And crucially, Bonsiepe's views 
and lived experience force us to envision decoloniality in ways that 
acknowledge the complexities of our lived realities and multiple identities, 
rather than through a purist aspirational theory. 
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Everyone is a designer 2000 


Mieke Gerritzen and.Geert Lovink 
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We form emotional connections to 
allobjects we use, touch or interact with. There are a 
multitude of things we connect to it. It starts with thoughts 
and ends with feelings. Norman identifies three of them: 
The visual appearance, the pleasure of using them and the 
self-image one gains when you use something. 

All in all, it's a handbook of tricking people 
into liking objects or things, not really mentioning that 
itis all for a capitalistic purpose! Even the Philippe 
Starck's citrus press (I have one myself) is nothing 
more than a conversation starter, because it is so 
useless, but pretty and makes you feel something 
(very very very simply put). Put in 2022 terms: a . 
like-machine. To EM 

And in an epilogue, Norman | 
points out—we are comming to the quote Eu 
now—the ability to customize and make Voie 
objects (or websites) makes everyone Ñ | 
a designer. If you consider design as E. 
just making something, yeah maybe ` 
there is a point. 

Though, | have 
a huge struggle to believe the 
we are all designers thing 
and that everyone is equal. It’s a 
bit superficial. Most design schools are 
eletarian Institutions and surviving without 
ever setting foot in one, seems—now more than 
ever—unlikely. Is this theoratisation of everyone is a 
designer a method of coping with the guilt. Yes if you 
look for it and define design very broadly, everything can 
indeed be design. 

However if design is considered a 
process of very critical reflection of the surroundings, 
environment and carefully considering everything (not to 
make something more likable i.e. more monetizable), but to 
actually make something good—which comes closer to my 
vaguely defined concept of design-then not everyone can 
bea designer. 
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Rick Poynor 
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Tim Brown 


Constraints can best be visualized in terms of three 
overlapping criteria for successful ideas: feasibility 
(what is functionally possible within the foreseeable 
future); viability (what is likely to become part of a 
sustainable business model); and desirability (what 
makes sense to people and for people). 


A competent designer will resolve each of these 
three constraints, but a design thinker will bring 
them into a harmonious balance. 


Change by design 


(Three criteria for successful ideas) 


Written by Tim Brown 
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"EVERYONE IS A DESIGNER” 


1 GERRITZEN, M. LOVINK, 
G., Everyone is a designer in the 
age of social media. Amsterdam: BIS 
Publishers, 2010. 143 p. ISBN 978- 
90-6369-227-8. 


| see an object. | have a tool. | can take a picture, scan it, 
upload it, save it, print it, send it, and share it. | choose the 
format, filter, composition, and number of frames. | have 
the software. | can deform it, modify it, copy it, vectorize it, 
put it in motion, and project it into a 3D digital environment. 


What is the context of my work with 
the object? Is my need to work with 
the object essential? Am ۱ bringing 
a solution to the problem with my 
work or am I contributing to its exis- 
tence? Am ۱ creating innovation with 
my work or am | just a part of social 
evolution without self-reflection? 


With my work, I contribute to the 
creation of a creative mass. | work 
on collectively created imagery using 
tools that | have assimilated into my 
own identity. Am I a tool of a tool 

or do | democratically contribute to 
collective work? 


However, the public understanding of design is quite a trivial one. 
Therefore, any profession including designers that seeks to move itself 


now design has shaped our exisitance ۱ 
is human? ë 


An Interview by Max Bruinsma 


Victor Margolin 


There are two kinds of design. One is official pracctice of professional 
desgin with mass production and with mass communication and so 
on. The other one is what people all over the world have been doing 
scince the beginig of time. Design is often seen as a purely functional 
economic activity as value to marcket product. However in the fact, it 
is cultural and social acctivity. We have been put on the earth with the 
obigation to design our way forward. In this sense, we are a designing 
species. We couldn't live without design. 


What would be a specific role of designers 
in this world? 


There are a lot of organizations and governments and other kinds of 
clients that are engaged in projects and that could be really managed 
quite well and even better by people trained in design. 


2015 “We are a designing species” - Victor Margolin 


forward has to develop techniques for arguing why that should hap- 
pen. The last thing is that we are now living in a world that Margolin 
calls “perpetual problem situation.” We’ve got population growing the 
climate changing, refugees moving around, we cannot just sit back 
and settle in and say that we could live here for another 30 or 40 years 
as one thought you could do in the 50s. As Camus said, we are just 
condemned to act and this means that we are condemned to design. 
We have to do it. 


The question arising here is who can make the best arguments for 
what to design? All this suggests that this design next to being a func- 
tional and economic practices also in quite essentially a discursive 
practice in developing a discourse on how we could see the world. 


— Riko Tamekuni 
65 


TX DAN NA 
Design, TÅ the mos generic sense of the word, began over 2.5 mil 
lion years ago when Homo habilis manufactured the first tools. Hut teasers Here “Alt obviously includ 
man beings were designing well before we began to walk upright organiza ganiza tions, Du public entitiescyoluptary associations 
Four hundred thou sand years dgb, we began to manufacture spe: ane EOD and States. ort; befall e are talking 
ars. By forty thousand years ag ago, wead moved up to specialized aboutiūncludėsBveryšubjectywHethe dr collective, who 
tools. = in a world in transformation must determ c their own identity 
and their own fife project. This mans put ting ther design capa: 
bility into actidn] a way of thinking and doing things that entails 
reflection and strategic sense, that calls us to look ade and 
our context and decide whether and how to act tolirhprove the sta- 


te of things. 


In the twenty-first century ERG be interwoven 
with design as both stimulus and objective. That ig, it will stimulate 


design as much as technical innovation did in the twentieth cen- 
tury, and at the|sáme time sociallinnovation will bé what a growing 
proportion of design activities ۷۱۱۱ be seeking to achieve. As a mat- 
ter of fact, design has all the potentialities. to play a najo (alyip, 
i j — med Aere | 
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y design for social Innovatio soda we are at the Deo 
odey Anti SEA ASAS Better understanding df the possibili- 
ties, the limits, and the implications of this emerging design mode, 


but what is already clear is that design for social innovation is not a 
new discipline: it'is simply one of the ways in which contemporary 


transformation, Å are all desi- 


In a world in rapid and profound 
Gi) es all of us individuals but also 
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as design professi 


n, wherd 


ots with theit 
correspond ing x - Ç š — 
extent of the ch 一 possibility WS indicate; the infinite Variations 
that may appear within them, and especially their sociocultural dy} 
namics. 


Design when everybody designs 


dl 


| Collaborative organizations ard social groups emerging mr 


| connected] environments. Their members choose to colla 
with the aim of achiev ing specific results, and, mm doing so, they 
also create sodidl, economic, and environmental benefits. They are 


Ezio Manzini 


cide whether, 


w 


en, and how tq join or leave the 


characterized À sat of chpipe (their members can freely de} 
group) and open; 


ness (they presdnt a positive 


design is appedring. There fore, 


what it reguires 


specific set of $kills and methods 


as a new cultute 


s hot so much a 
a new way of 


leoking-at-the-world-and-at-whatdesien-can-de-with and-for-people 
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IT, We have seen 
: mnê are ken diven y the simple question: “How can 
we fulfill our debds?,” but rather by the larger one: “How can we 


achieve the life we want to live?" ? ?1 


Are we human? 
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Maid of... 
whatit makes, 
not of whatitis. 
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This André 
Leroi-Gourhan's phrase 
is not original to this 
book, it is quoted on 
page 48 by the authors, 
and is maybe the most 
essential introduction to 
the topic of pan-design. 

Colomina and 
Wigley argue that 
design is what makes 
Eh the human, and thus 
1 design is everything 

we create. With this 
interpretation design 
d throughout the 
: justas humanity 
rew and expanded, 
| reaching every corner 
of our space and of our 
experiences, becoming 
the way humans ask 
questions and thereby 
continuously redesign 
themselves. 


In this sense, 
it is viral. 


haeology 


notes on an 


of design 
| Beatriz Colomina 
& Mark Wigley 


Lars Müller Publishers. 
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Arturo Escobar 


"[...] DESIGN IS LITERALLY EVERYWHERE; 
FROM THE LARGEST STRUCTURES TO THE 
HUMBLEST ASPECTS OF EVERYDAY LIFE, 
MODERN LIVES ARE THOROUGHLY DESIGNED 
LIVES." - ARTURO ESCOBAR, 2018 


Placed into 
the world 


Design 


which in turn 
influnces the design 


2 cM 


Design influnces 
the world 


Pluriversal Politics is a must-read for 
anyone willing to step out of their 
onto-epistemic comfort zone. It makes you 
reflect on ontologies of separation that we, 
often unconsciously, carry within us and 
provides hope for the future. Because, like 
Escobar says, “ 


sion from we may be 

Escobar: witnessing the 
slow rebirth of the 
pluriverse”. 


New role of design 


DESIGN FOR 


THE PLURIVERSE 


Socionatural: 


N 


Designs ine 

1 Design for the $ Ave 

Real World Verse 
Cross-disciplinary: \ 


Diverse cultural studies 
literatures cater to 


diverse audiences 2 The Ontological 


Reorientation of Design 


/ S 


Convergence of Tendencies: 
Critigue disucssion on 
dualisms fosters a new ways 
to re-conceiving the world 


I can totally agree that that 
impact of our į ould 
not only be measured by the 
leva finished result and its 
properties, but also its impact 
on the environment where it is 
placed. However, not always it 
is attainable to shape the 
world around our creations. 


Valule: 


Concept of ‘Design designs’. 
(Anne-Marie Willis, 2006) 


Autonomous/ 
Transition Design: 
Realisation of 
Communal 


Designs for 
3 the Pluriverse 


N 


Reframing design 
in ontological way 


Sure, all objects are subjects 
themselves, it is never me 
petting cats, it is always cats 
petting me. 
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ARTURO ESCOBAR 


Radial Interdependence, Ae and the Making of Worlds 


When design is a colonising project we 
have to question our pre-existing as- 
sumptions and also think about what 
happens with our design after put- 

ting it out into the world. Willour design 
be for the better? What consequen- 

zes could ithave for society? 
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Dans la continué d'une série do recherche menda dans Les viet de La Havane (Cuba) et Miam (USA), cette wang 
Peer comme non teet Bore de recherche discursive pour gouereg" divin 
{socle Gs travai et vor impact vor ها‎ Guitare Ele explore des lentas du design et questionne les notions. 
Contemgeranes de production, de crtanwak aimi que Ges eneractons myetedet. [ile se concerte sur lev 
typslages 


Cortampor eren des oyets ot Ges forces product dégioytes Cars les parte de ia vile et de la 
Cuture qu rêwanerê sytbwanquevert aus protocoies atia 


Responsable 
Ernesta Orosa 
designer chercheur, responsable de م350۳‎ 
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Matthew Wizinsky 


"They can easily fall in love with the moves they make in the game 
without really paying attention to the rules of the game—or what 
game they're playing!" 


[3] Aman stands gleefully 
in the arc. 


[2] Feet on the house. 


[1] A curve (of a map). 


When we magnify one thing infinitely, from the designer's point of 
view, everything is decomposed into a simple curve, what we often 
do is to make this curve more perfect. 


Everything has its own structure, background and context. We'll 
think about how the curve bends, we'll think about the pose of the 
characters, we'll think about where we need to put people, we'll 
think about why we put up posters like this in the subway. 


Consider design as it meant to be embed into the context of policy, 
society and economics. 


[4] A poster was commissioned by the Underground in 1926. Frederick Charles 
Herrick's bold design was issued in the summer. It promotes the Tube as a 
cool and comfortable means of travelling while the weather is hot. 
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